the service of the needy at the Convent of the Order of St Elizabeth.
3 On the Feast of the Presentation of the Blessed Virgin Mary on 21 November 1725, she put on the vestments of the order, and the year after that she made her profession. 4 Within the society, she first performed various minor duties, eventually becoming the sacristan (Sakristanerin), house caretaker (Hausverwalterin), 5 later procurator (Procuratorin 1758-1766), secretary (Discretin 1766), and finally vicar (Vicarin 1768).
6 She became the Mother Superior at the age of 63. She was greatly admired in particular for her brave and determined attitude during the period of famine and hunger in 1770-1771.
7
M. Deodata definitely had a very positive view of music. She funded the building of both organs at the church, 8 and during her term of office, the growing quantity of musical activities there can be verified. In celebration of her second profession in 1776, there was a performance of a gratulatory cantata with a libretto by the former Jesuit Rochus Elinger SJ set to music by the nun and director of local church choir Maria Juliana, and the České Budějovice cantor Jáchym Štěpanovský dedicated a Solemn Mass to M. Deodata for her profession.
9 That same year, there was a performance of the oratorio Der verlorne Sohn (The Prodigal Son) by the Cistercian Emilián Rickert OCist.
3) KRAMMER, Michael: Rede von dem himmlischen Segen über das dreyfache Opfer der geistlichen Ordensgelübde da die hochwürdige … Frau Maria Deodata a Praesentatione B. V. Mariae des Ordens der heil. Elisabeth unter der dritten Regel des seraphischen Vaters Francisci … Oberinn, nach glücklich hinterlegten funfzig Jahren von der ersten feyerlichen Ordensprofession die zweyte ablegte, Prag bey Felician Mangold und
Sohn 1776 (hereinafter KRAMMER), pp. 9-10. 4) KRAMMER, p. 6. 5) Ibid, p. 11. 6) Ibid, p. 13.
7) SCHAEFFNER, p. 73.
8) The convent's accounts state amounts and some work both on the organ in the church and on the new positive organ in the Chapel of Saint Tekla, which M. Deodata paid for from her own funds: CONVENTS Wirtschaffts-und 
9)
Convent of the Elizabethan Nuns, Na Slupi 448/6, Prague -New Town -Music Collection (hereinafter CZ-Ppmb), shelf mark L A 243. In the 1950s, the music collection of Prague's Elizabethan Nuns was confiscated and held at the National Museum. Part of that collection became subject to restitution proceedings, and in 2016 it was returned from the NM-ČMH to the Na Slupi convent. According to the RISM catalogue, the siglum assigned to this musical material is CZ-Ppmb, and they are cited here using that siglum. The siglum CZ-Pnm has been assigned to the music that has remained at the NM-ČMH.
Emilián Rickert: Der verlorne Sohn (The Prodigal Son)
The convent of the Elizabethan Nuns began producing oratorios and passion plays no later than by the mid-eighteenth century. Preserved in the music collection are the anonymous Oratorium passionis 10 dated 1754 and a copy of Zechner's Oratorium De Passione Domini made in 1762.
11
The performance of the oratorio Der verlorne Sohn by the Cistercian composer Emilián Rickert can also certainly be classified as part of this tradition. A libretto with the German text was printed for the occasion.
12 It would seem that the Prodigal Son was popular in 18 th -century Prague as subject matter for composing oratorios.
13
According to Dlabač, Rickert was "ein Organist und Chorregens aus dem Zisterzienser Stift Königssaal unweit Prag, 1781-1784".
14 Dlabač evidently knew of the printed libretto, because he lists this work in the entry with details from its title page. Because the Zbraslav monastery was closed in 1784 during the Josephinian reforms, the sources related to the Zbraslav monastery choir are also lost, and it will not be easy to find more detailed information about this person. 15 The Lenten instrumentation also corresponds to Holy Saturday: two violins, two violas, cello, and harpsichord, i.e. instead of organ, and without wind instruments. (Another reason for the use of harpsichord instead of organ was practical: the lack of a mobile positive organ.) There are three characters: "Die göttliche Einsprechung" (Soprano), "Der verlorne Sohn" (Alto), and "Der Vater" (Tenor). No available sources confirm whether Rickert had any closer personal ties to the convent. His name does not appear in the convent's written documents, so even the conjecture that autograph manuscripts are involved cannot be proven in the case of the Prodigal Son and the Te Deum. 22 The oratorio for Easter, however, must have been commissioned through the Mother Superior M. Deodata; no such decision could have been made at the convent without her permission. 23 In this context, the connection between Rickert's compositions 21) The title of the cover of the musical parts is found under the same shelf mark: Oratorium | a | Soprano, Alto, Tenore | Due Violini | Due Viola | Violonzello | e | Clavicembalo | di P. Aemiliano Rickert.
22)
Both manuscripts are partially written in the same hand. The handwriting is that of a copyist, and it appears in the collection of the Order of Saint Elizabeth only in these two cases; the type of paper also differs from that used for the other music in the collection.
23) Satzungen Und Aemter-Ordnung Der Schwesteren Des Heiligen Elisabethiner Ordens, Welche Unter der Dritten Regel des Heiligen Seraphischen Vatters Francisci, Mit den Gewöhnlichen Drey Ordens-Gelübden
and the double anniversary at the convent is obvious, especially with the April date of the laying of the convent's cornerstone.
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Marie Juliana a Septem BB. Patribus OSE: Operetto
The 26 On 20 October 1732 he entered the Jesuit college in Jindřichův Hradec, where he was received into the order. He spoke German, and at the time his Czech was "average". He spent his novitiate at the college in Brno between 1733 and 1734. The following year, he appears as a "scholasticus approbatus" at the Klementinum, the Jesuit college in Prague's Old Town. There from 1735 to 1737, he studied logic, physics, and metaphysics at the Faculty of Liberal Arts of the Charles-Ferdinand University. In 1738 he was transferred to Kladsko, where he taught as a "magister" at the local grammar school until 1740. In 1741 he worked as a preacher for the students at the House for the Professed in Prague's Lesser Town, then for the next four years (1742-1746) he studied at the Faculty of Theology in the Old Town. Thereafter, he was ordained as a priest, and in 1747 he appears in the Tertianship at the college in Jičín. Subsequently, he worked in Cheb as an "exhortator" of students and taught poetics (1748), then in Olomouc as an academic preacher, "preses" and the seminary and boarding school (1749-1752), listed as "pater quattuor votorum" (1751). In Chomutov he taught rhetoric, served as the catechist for the students, and "preses" of the Latin congregation (1753-1754) as well as at the House for the Professed in Prague's Lesser Town (1755-1760). More than a decade before the abolishing of the Jesuit order, he was serving at the college in the Old Town as a confessor, school prefect, catechist, librarian, house historian, and "consultor", and by then he was already the confessor for the Elizabethan Nuns.
27 He stayed there as the confessor after the abolition of the Jesuit order, and it seems that he was quite popular in that position. His name still appears in the convent's accounts in 1789. 28 The libretto for the 1776 congratulatory cantata remains Elinger's only preserved work.
In all likelihood, the composer of the music for the cantata was the nun Sister Marie Juliana OSE. Several facts indicate this: It is stated at the end of the title that the music was composed by one of the daughters of the aforementioned Mother Superior M. Deodata. Later, the initials "M. J." were added in lead pencil after this sentence. In 1776, there were only three nuns at the convent with those initials: the cook Marie Josepha, 29 the apothecary Marie Johanna, 30 and the church music director Marie Juliana. 31 The last of them would seem the most likely to have been the composer, when we take into consideration that by 1776 she had at least eighteen years of experience directing the music at the local church. In that case, the possibility cannot be ruled out that the congratulatory cantata is not the only work that M. Juliana composed, and it can be expected that more compositions by her can be found among the anonymous pieces of music from the convent. Without documentation providing more details, however, it will be difficult to identify which are hers.
Marie Juliana a Septem BB. Patribus OSE appears to have been one of the most noteworthy figures in the convent's musical life in the latter half of the eighteenth century. According to the visitation records, she was born in 1719. She made her profession in 1744 at the age of twenty-five. In the oldest preserved list of nuns from 1758, she is listed as "Regens-chorin" at the age of thirty-eight, thirteen years after her profession with the order.
32 M. Juliana appears similarly as "Regenschorin" or "Chorregentin" in 27) Ibid. other documents from the following years: 1759, 33 42 and 1781.
43
The impact of the Josephinian liturgical reforms on musical activity at the convent is documented by the list of nuns at the visitation in 1784. M. Juliana, after having been the church music director for thirty years, is listed there as the "Secretarin". 44 Three years later, her original position was restored, 45 which would also correspond to a return to regular expenditures for music after a two-year break beginning on 1 May 1784, when the directive took effect. 46 The accounts show the first expenditures after the Josephinian restrictions in 1786, and they eventually became regular from 1788. Although the musical activity was less lavish than it had been beforehand (expenditures on music did not exceed twenty gulden per year), regular expenditures were resumed at least to pay secular musicians for the most important liturgical holidays. In 1794 M. Juliana appears at the "Regenschorin" and "Secretärin", 47 and four years later she appears in those positions for the last time at the age of 78.
48 By then she was being assisted by the "Adjunctin bei der
Music", Sister Baptista a Cruore Christi OSE. Between 1798 and 1801, no lists of nuns appear, and in 1801 Mother Electa a SS. Trinitate OSE appears on the list as the new church music director. Marie Juliana must have died during that three-year period.
The cast of the cantata has five characters: "Kindliche Liebe" (Canto Primo) and the four seasons -"Frühling" (Canto Secundo), "Sommer" (Alto), "Herbst" (Tenore), and "Winter" (Basso). The accompaniment consists of a string ensemble with two violins, viola, cello, and bass with a figured bass Organo part. For the role Canto Secundo -"Frühling" -the instrumentation is changed to two violas and viola d'amore instead of violins and viola, and the initial aria for Alto -"Sommer" -contains a concertante cello part instead of the usual violins. Unfortunately, except for cello, the other viola concertante parts have not been preserved. 49 In 1764, the purchase of performance materials from Suchý is explicitly listed in the convent's accounts. 50 It should be mentioned that Suchý is an important figure in research on Brixi, if only because of his forty period copies made between 1760 and 1780.
From the parts, it is clear that performances of Operetto were prepared more than once. The text "Kindliche Liebe", directly addressing the Mother Superior M. Deodata in the original layer, is later rewritten in lead pencil as "M. Dominica". It follows from this that the work was used for the celebration of the fiftieth anniversary of the profession of the Mother Superior Marie Dominica ad Ascensione Christi OSE in 1789. It is not, however, certain whether the reprise actually took place, because Mother M. Dominica died that same year, and the accounts for that year do not indicate any special expenditures for the profession of the Mother Superior. On the other hand, the possibility cannot be ruled out that the nuns performed the cantata with their own forces. At the time, the instruments at the convent corresponded to the forces required for the composition, including a viola d'amore acquired in 1759 according to the convent's accounts. 51 From the musical performance materials and the visitation records, it can be seen that there were nuns at the convent who sang bass vocal parts, 52 so nothing in this respect would have prevented a performance of Operetto by the convent's own forces within their enclosure.
Jáchym Štěpanovský and the Elizabethan Nuns
The composer and cantor Jáchym Štěpanovský also made a contribution to the anniversary of the Mother Superior's profession in 1776. The title page of his partial autograph manuscript of the Solemn Mass 53 The composition dates from the period when Štěpanovský was working as an organist in České Budějovice (from 1758 to 1791, when he took over the post of choirmaster after the death of Vojtěch Jírovec). 54 A number of other pieces of music, also probably at least partially autograph manuscripts, indicate that he was nurturing long-term contacts with the convent. Apart from the ceremonial Vespers, which he dedicated to the convent in 1777, 55 his other autograph manuscripts are undated, 56 and two period copies of works by Štěpanovský come from Z. V. Suchý's circle of copyists. 57 From the parts, it is clear that Štěpanovský's compositions were played: the parts contain corrections of errors, comments ("sehr schön!"), 58 and exchanged or supplemented parts.
Conclusion
One wonders about the extent to which similar musical activities were routine within the context of life at the convent, and to what extent they were exceptional. The convent's accounts reveal that as of the end of 1776, the total annual expenditures for secular musicians for major church holidays was 24 gulden, 59 and in addition, there were special expenditures in November on the occasion of the second profession of the Mother Superior, for which the secular musicians received another 11 gulden. 60 because the amount paid for church holidays during the immediately previous and subsequent years varied between 1747-1784 at around twenty to thirty gulden per year (in some years, e.g. 1765 and 1766, the amount was even in excess of forty gulden), 61 one may deduce that Easter oratorios or other productions similar to Rickert's Prodigal Son were by no means all that exceptional during the years before the Josephinian reforms.
There was likewise nothing exceptional about the convent's direct contact with composers and musicians who wrote music for the convent or dedicated their works or copies of their works to the convent. In addition to those already mentioned, this was done by the František Xaver Brixi, Antonín Syrůček, Johann Kayser, Jan Průcha, and Josef Prokop, among others.
For Czech music history, the Convent of Elizabethan Nuns is especially important for its systematically preserved set of musical materials from the period between ca. 1730 and 1920, the collection of musical instruments from the choir loft, and the order's set of written documentation, which places the sheet music and preserved instruments in their historical context. In the context of the orders of Bohemian nuns, such a set of sources is quite unique: many monasteries were closed under Emperor Joseph II, and a number of collections of music from the pre-Josephinian period disappeared not only at that time, but also during the nineteenth century or during the liquidation of monasteries in the middle of the twentieth century. 62 Nonetheless, it should be remembered that as a charitable order, the Elizabethan Nuns played a much more secondary role in musical life in comparison with such orders as the Ursuline or Benedictine Nuns. For an evaluation of the musical culture of the Elizabethan Nuns, it will then be necessary to compare the findings of this research 63 with sources preserved from other orders, and especially from orders of nuns of the early modern era. Musicological research on this subject in the Czech Lands is still just beginning.
